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べきである、と述べる（1981, p. vi, 1992, p. 7, p. 95）。
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A Philosophical Consideration of Duchamp's 
Fountain: With and Beyond Danto
Sachiko SHOUJI
In this paper, I discuss philosophically Marcel Duchamp’s Fountain, an artwork 
in the form of a porcelain urinal.  After giving basic facts about the scandalous, 
epoch-making piece of conceptual art (submitted for the exhibition of the Society 
of Independent Artists in New York and rejected by the committee in 1917), I 
specified two “meanings” that the work seems to convey.  One meaning, pointed 
out by Arthur Danto, is that what makes an object an artwork is not its aesthetically 
appealing qualities, such as its beautiful color or shape.  As Danto argues, this fact 
becomes clear if we consider that Fountain is an artwork, though an actual urinal 
that physically resembles it is not.  (Some have regarded Fountain as an artwork 
because of its color and shape, but this is a mistaken assessment, in my view.) 
Another connotation of Fountain is the blurring of the distinction between the 
original and its copies.  Regarding the first meaning, I raised a question never asked 
by Danto: Are any roles played by the color and shape of the urinal in this work?  I 
answered yes.  The audience may understand Duchamp’s philosophical message as to 
what makes art art but still be tempted to appreciate those beautiful qualities out of 
habit.  Duchamp is tricking us.  This interpretation may seem inconsistent with his 
remark to the effect that he was aesthetically disinterested when choosing items for 
his “readymades.”  However, his disinterest does not necessarily mean that he did 
not care at all about the qualities of the “readymade” objects; rather, it may mean 
that he carefully chose objects so as to present a new sensibility in which traditional 
appreciation for beautiful qualities was not the point.
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